Since the Jazz Age the sonic architecture of 20th 
Century dance music had Been ages ult ona 
foundation of musics from the Afcan daspora 
hich lssaminates alobay~ Bes, zz. manto. 
fala, funk, sul ap. reggae ancahal, merengue 
Virtual al hese tyes mer bit around a structure 
of epeating and intericking parts, and some of 
the greatest groups of the century were hose who 
intansiiesthe approach into ntoweatng nets of 
art. rom The Court Basie Orchestra King 
Sunny Ade 3 his Atican Beats Equaly significant 
wore the deconstruction sts, those who devised ways 
to manta the groove while breaking ryt down, 
pull them apart or miaturng ham Many ofthe 
Fe of Datta blues guitars uch a Robert Johnson 
An Carey Patton can be earé as big Band hom 
actions wi mal. Thre was a sila priority at work 
inte modaljzz of ra 39805, aná aer in (ne 1070 
by the sloneers o eerpting. ooping, seratchng and 
analog neni ra. 

Butitis Jamaica recording engineer naned 
Osbourne Ruddock (srofessional know a King 
“Tubby) who pursued ns on typeof deconstruction 
Inamay that changes popular dance musicina 
radial and (eo seams 30 years on) reverie 
vay Whereas John Coltrane states the stripped 
down spaces of modal azz with densely chromatic 
improvisation, King Tuy reanimatod the minimal 
drum and bass rdaims of oot reggae by 2094/09 the 
‘ound processing technology af the recording studio 
inaway that varsfomed the ong into a sorgscope 

‘What makes Ruddock's stoy all the mare striking 
ls the context in wich he worked. He was born in 
Kingston, Jamaican 1941, anc ike Grandmaster 
Fiashin iow York's Bronx, a large parto is 
adolescence mas spent scavenging for electronic 
parts inthe abandoned automobies strewn across 
West Kingston. After traling focal inelectroncs, 
he founded ansactoncsreparehop and a 
‘aighbourbood sound system yng hi craft 
Watarhouse, one af the harshest asas ofthe ty. 
ke other tudio engrase aná producer sth 
generation such a Geol Emerick, ie Kramer, 
dae Meck and Phi Spectr be mas generationlly 


32 | The ire |The Primer | King Tabby 


The Primer 

A guide to the selected recordings of a specific artist or genre. This month: 
Michael E Veal enters the echo chamber via the pioneering dub mixes of 
King Tubby 

and encounters an aesthetic of studio transformations and earth-shaking 
roots riddims that in the early 1970s turned songs into soundscapes and 
permanently changed the course of dance music in Jamaica and beyond, 


Illustration by Savage Pencil 


poised to make creative use ofthe explosion of sound 
‘wehnology that took place In the decades attr the 
‘Second World War (much o tmiltary technology 
which had tickled down into the consumer sohere). 
Other catalysts were the imagining of new political 
“ana cultural possibilities which followed Jamaican 
Independence in 1962. high degree of social and 
poliveal tension which demanded release through 
‘music, and a gradual efx of naw audio technology 
By the late 1960s, all ofthese factors were in place in 
Jamaica, setting the stage fora succession of musical 
revolstions 


Most of Junsca's early studio engineer trained 
in electronics; through one set of circumstances, 
‘or another, they then found thesr way inte music 

By 1968, Ruddock was working as a dsc (acetate) 
‘cutter for the legendary Duke Reid of Treasure sie 
tame. One night at Reid's studio, working alongside 
producer Bunny Lee and Spanish Town sound system 
Operator Ruddy Redwood, Ruddock made the error 
‘that would give birth tow revolutionary nen style 
Running off an acetate copy fromthe master tape 
‘of a Sim Smith song, be forgot to turn up the vocal 
track. Ms frst reaction was to stop the tape and 
begin anew but, spurred on by Lee he ett continue, 
punching the vocal n and out. Le played this hth 
‘rackata sound system the following weekend, where 
‘the tension and release dynanic of its fragnented 
‘vocal rack crested an inmediate sensation with 
‘the crowd, who sang the missing pats. This was the 
birth of what came tobe known as dub, and from this 
tine on, recording studios and sound systems fe 
continuously back int each other, with engineers 
duplicating the aesthetic ofthe sound systems, as 
wel as. using them to test new mixing effects 


<deivering the heaviest, deepest and clearest sound 
in Kingston. Butt also reflected his new status 252 


remix enginoer. That inital error at Duke Reis studio 
was elaborated into an entiay new language of 
Popular song as Tubby began to pal the technique 
ftragnentation al he nstrumenta on a master 
tage. The ney Cats spaces inthe groove were 
‘the elaborated wth the standard sound processing 
technologies ofthe recording stud expecially delay 
‘nits phase shifter reverberation units, ters and 
‘usizers. The result was something tat sounded, 
A different moments he experimental lector 
‘ruse, psychedelia, inimalan, ra acence fiction 
‘im soundtrack. Bu the coro oo sound remained 
‘he powerful drum and bass ridin which leed at 
‘the hart foot reggae, This new stripped down 
sound was cel forthe emerging crop of sound ayatam 
‘eojys to teas vr, andthe combination of Tubby's 
{tub mises and te new-generation Gejaying of U-Roy, 
‘he deja on Tabby 's sound system, chang the 
‘sound of Jamaican msi revoca, making it more 
‘open-ended and improvisations. and utinatay more 
conmunal Singer, instrumentalists, eya and nam 
‘engineers coud al interpreta song via the emi, and 
common noun, verso was transfered into a new 
Verb, toversion’ to describe tis process. nit, 
‘ost ofhese versions were laced onthe B sides of 

7 singles 


‘nthe ate 6s and early 70, thera ware several 
engineers cng dub music around Kingston, astot 
‘thom lines none way or another to have originated 
the fon, inchuing Lee Perry, Sylvan Morris, Herman 
Chin-Loy Er! Thompson and Erol Brown, stead of 
‘etn tangled inthis web of confctng account, 
snore aroguctie tofocus an what exacty made 
King Tabby's work stand out os the apogee ofthe 
form. Engineers suchas Ero Thompson (working with 
‘ive Chin and Joe Gibbs) tended towards ‘sound 
effects’ approach, using pre-recorded yt tracks 
sa Canıas upon wich tuba variety of non= 
‘musical sounds. Tubby. on the other hand, adopted 
are fa songacape approach in whieh his spatial 
Ban putons seem to ron natural out of he 
‘yt tracks, Although he occasionally used sound 
‘flocs (se7eoching tres, pole ster, machine 


Osamu Rec aa Kg Tab Hinge, te te 


uns and a harsh rashing sound made by fing, 
and dropping a spring reverb unit, tre musk sounds 
lass gimmick-laden and more organically colcuristi 
Tubbys sonic trademarks included stuttering rica! 
fragments, reverberating texturescapes, brite trate 
of delay and corrosive fiter swoups that seemed to 
Imply the expansion, contraction an tearing apart ot 
once itself. They also brought an evanescent quality 
to reggae that made more complex, philosophical 
proposition cut of the hard rhythms and rhetorical 
certainties underlying the devotional aná política! 
lyrics that were no prominent during th ea, 

By the early 708, dub was an established part 
of reggae and the music's sonic and conceptual 
cutting edge ~ a hyper-technological sound which 
was simultaneously a medium for songs extoling 
the Rastafar-influenced values of ancestral African 
roots, black ride, nature and spiritual devotion, 
Reverb chambers and delay units were transformed 
into hi-tech cathedrals, expanding reggae’sriddims 
into new vistas of sonic space, and placing its 
sculptured basslines into atmospheric reef The 
amazing thing about this musi a how successfully 
ite lyrical ragments chronicle what was taking place 
on the ground and inthe imagination in Jamaica 
in that moment. Like the styised disfiguration in 
‘the images of Czech photographer Miroslav Tichy 
‘the rics spiral outof the mixin shards made more 
‘evocative by the fragmentary nature. 

The most authentic pace to experience dub is 
in the sound system, where the music payed at 
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volumes loud enough to make the spatial manipulation 
of he mines most sonicaly vivid and in which the 
‘overall arc of the event can be experienced asa 
‘macrocoam ofthe collagis ogc of the individual ub 
sma. As much as the dubs can standalone as individual 
‘racks, they are best heard strung together nto an 
‘extended set. But sound systems paying old school 
roots reggae are few and tar between these days, and 
nile vintage sound aystem tapes give some idea of 
the actual experience. most today willbe listening on 
‘home audi systems, computers and portable devices. 
Fortunately, enough vintage dub has been reiasved to 
provide a solid overview ofthe music's development. 


‘There are atleast three factors that make itatficut 
to navigate through King Tubby's catalogue. One is. 
the commonplace practice of producers deliberately 
misattributing works to him. Another i the fact that 
much ofthe reissued egitinate mater has been 
pecrly remastered, which has the effect of obscuring 
‘the sonic innovations that make im an important 
figure. A third is the pragmatic reality of muttaskiog 
inthe Jamaican music industry: at different points 
in his career, Tubby operated as an electronics 
repairman, producer, engineer and sound system 
operator and mosto! the tine these jobs overlapped 
Allof these areas of expertise contributed pieces to 
‘the puzzle, but this can make sorting out his role on 
various recordings difficult Tubby's most significant 
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tapes to him for remixing. Thus is through the lens 
of Tubby's work with specific producers that we can 
‘most effectively chart the arc of his innovations. 


Early years: Duke Reid productions 


Xing Tubby/Clancy Eccles. 
Sound System International Dub 

Press Soares CO 200 1970 

Inthe ate 60s, rock steady ushored In lower tempos 
than ose that had prevalled in the preceding ska 
ra, aná with a new focus on the bass, hi made the 
structure of Jamaican dance music simultaneously 
stricter and more spacious Although dub mixing as 
such didn't really develop í the rocksteady era, 

its reduces tempos were an important precursor in 
distinction tothe raucous sound of ka, the stricter 
rock steady structures left aleve of space the mic 
trat would later be exploited by mixing engineers 
Most 8 sides at this time tended tobe instrumentals 
Over which deejays would toast in the sound! 

After rocksteady had downshifted further ito the 
slower and even more spacious reggae style, Tubby 
occatonaly evstt rocksteady staples. proving 
retroactively that they could be made compatible wth 
‘the dub approach. Sound System International Dubs 
an excellent collection of Clancy Ecoles productions 
ven dub mixes by Tubby. The clarity ofthe origina! 
Fines (recorded st WIRL and Dynanics) demonstrate 
how much Jamaican studio craft had advanced by the 
late 606, and provide a suitable canvas for Tubby to 


workchis mixing magic on tracks such as “Garrison”. 
Dub Star" and “King Tubby’s City Dub” 


Bunny Lee productions 
King Tubby 

The Roots OF Ou 

Walesa CD 2003, re 3974 

King Tubby 

Dub From The Roots 

If Deejay Wos Your Trade: The Dreads At King 
Tubby's 2974-1977 

Various 

eo Ar Fire 2986, ra i897 


Bunny Lees probably the most important producer in 
the King Tubby story and their association resulted 
inthe sets The Roots Of Dub and Dub From The Roots, 
the twin peaks of early dub 

Iwas Lee who encourages Tubby to establish 
his own studio and pursue his dub inow 
brokering a dea withthe rival Dynamics studio to 
‘equi a Sounderatt mixing console (a legendary 
piece of equipment that now sts in the museum 
ofthe Experience Music Projet in Sette). Asa 
producer, Lee was a pragnatis,stockpling riddims 
that were conceived with Kingston's eancehals in 
‘nd, His main vocalist at he tine was Johnny Clarke, 
tho would adopt many different tyes, including 
‘devotional Rasta paints, shanty town songs, taux 
children's songs and political endorsements The 
lyrical content i variable, but Tubby consolidates hi 

olaa product 

of Clare's res 
‘often become dowaright prophetic when chopped by 
Tubby into evocative fragments. This was the ara of 
Loe’ fying cymbal sound = the splashing bichat 
Imported from disco wedded to the reggae one drop. 
and transformed by Tubby's iter manipulations into 

ortosive magic carpet counterpoint tothe bassine, 
The most vivid example ofthe fying cymbal sound 


is probably the mic under -Roy's "War 8 Frito 
(Grom I Deejoy Wes Your Trade). in which a fiteres 
shat cols and encode around Robbie Shakespeare's 
Daseins, proving a tensa counterpoint that 
mansures out the deejay' lipid narration of 
society overrun by violence 

Tubby made his name on his mixes for Lee - not 
only withthe music, but also un the anginal albums! 
sleeve photos, which show him in his workshop, crown 
On head, surrounded by the neutral implements of 
he recording studio (acetate cutting machines, 
ransformers, speaker cones, soigering irons), ll now 
magaly transtormes by is genius into icons of new 


‘As seminal as this material, much ofithas been 
10 poory remastered thatthe sound qualty detracts 
substantial from the amount of sonic detail Tubby 
achieves onthe orginal recordings. Tis problem is 
corrected on the excellent Mol-Selekta reissues, 


‘Augustus Pablo and Yabby U productions 


King Tabby's Meets The Rockers Uptown 
Yabby You 
Jesus Dread 1972-1977 


YabbyU 
King Tubby's Prophecy Of Dub 


producers such as Augustus Pablo and Vivian 
Jackson (iso known as Yabby U', or "Yabby You’), 
‘he reigning mystics of dud. who were not as profi 
But whose vi al yes 
land inventive ridin provided the source material for 
some of Tubby/s most imaginative dub. 

Tubby’s collaborations with Pablo represent some 
of his best work, crafted to support the producer's 
‘Afro-Oriantal vacations of Oi Testament lands. King 
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38 


Tubly's Meets The Rockers Uptomniza masterciece 
of dub. These dynamic rhythm tracks are most 
often associated with vocalist Jacob Mile. ane 
are versioned again and again throughout Pablo's 
catalogue. But they received their greatest treatment 
ere, as suspenseful sound paintings tha 
level of soni detail to db. The tite track isp 
the most famous dub mix, a master study ofthe form 
that combines a great ridaim and jaring mixing board 
fragmentation. n the sublime “S85 Dub", Tubby uses 
his fiter to drape various configuration of space 
around the riddim, while coarse tral of delay streak 
‘cross the soundscape like fireworks decaying in slow 
Vivian Jackson was possessed by Biblia! visions 
ofthe apocalypse, and he crafted deep rade to 
‘support his jarring lyrical imagery of earthquakes 
thunder and other forms of divina retribution for 
human wickedness. Uke Pablo, he was another 
of Tubby's cose ccllaborators and together they 
‘brought a new existential weight tothe form. "V 
Dub", the fist track on Prophecy OF Dub, s versiones 
{rom the “Jah Vengeance” cidgim and bul 
‘much suspense with its halting basline trat fee's 
38 f history elf is hanging inthe balance, The 
‘succession of mixes Tubby bulds from the same idsim 
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for three desjays(ilinger, Tappa Zukie ana Trinity 

of Jesus Drecd's first dic proves that 
nen the roots ideclogy isheavy in the ai, various 
that translate philosophy lata sound. “Living Style" 
also on Jesus Dread, is one of Tubby's greatest sound 
paintings. evoking se 


traded riddims among each other 
actually the same track as¡-Roy'saforement 
"War 8 Fiction” (produced by Bunny Lee) wth the 
vocals removed and Tomy MeCook’s woodwind parts 
restored and dubbed-up by Tabby. 


Lee Perry productions 


Upsetters. 
Blackboard Jungle Dub 
IW Tubby and Lee Scratch‘ Perry were the presiding 
spirits of dvb, ey took afferent approaches to the 
form, Perrys the legendary eccentric of Jamaican 
music, a blend of Jos Meek's bizarre relationship 
to the mixing board, Phil Spector's grandiosity, and 
‘Sun Ra's coamic word salad explication of fis cra 
‘Whimsical and iioeyneratc, he pursued hs own 


vision of experimental reggae aimed partly at Jamaica, 
partly atthe global reggae market, and party at 

the weird spirits animating his own imagination. 

His approach was more overty experimental than 

's typical for Tubby, who was more ofa pragmatit 
Tubby was remixing work that had been conceived for 
Kingston' sound systems and he worked from a sold 
template of dancebal-riendly drum and bass, The 
central document oftheir 1973 collaboration is the 
seminal Biockboord Jungle Dub, which was beautifully 
remastered and reissued on David Katz’ now defunct 
Auralux label; the album has been more recently 
reissued by the American Get On Down imprint. From 
the fret notes ofthe opening “Black Pant 

obvious thatthe sum of the collaboration amounts to 
something more than what they achieved individually 
Even though athe tracks are bul from wellknown, 
Upsetter risdima,Serate' production sounds more 
grounded in the drum and bass aesthetic, while 
Tubby’ mix acquires a wider palette of coo 
rises here are simiar in character those found 
on Upsetter albums such as Rhythm Shower and 
Double Seven - experimental and quirky, with Seraten 
tweaking them in eccentric ways and overdubbing ods 
vocalizations that distinguish them from thei more 
‘well-known versions. Atrack such as “Dreamland 


he 


BLACKBOARD 
JUNGLE 
DUB 
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Skank’, for example, acquias very diferent sonic 
character than the austera, patera! fantasy of Bunny 
Wailer's"Deeanland! original, in terna of the mic. the 
Original was black and white, while the dubie wid 
ito techricelour. Tis shows how much Serateh's 
sonic imagination had expanded since the days when 
he produced The Waller, but also reflcts how 
important King Tabby was to Seratch's formation of 
is own vision of dub, even i thar actual elaboration 
as brief. Other important celberativ tracks are 

spread cut over various albuns including the 1988 
Trojan compilation Shocks Of Mighty 


Harry Mudie productions 


Marry Mudie & King Tubby 
Harry Mudle Meets King Tubby I Dub Conference 
Vots2-3 

Mood co 156 
Harry Mudie has ved in several countries dating 
‘the course of us career. Thi trae volume et. 

was produces mé he va in the UK, with his 

‘ara partially attuned to the sound coming out of 
America's Philadephia Intemational studios. Sting 
‘sections ang electric plano are prominent (unusual 
Ingredients fr mid- 708 reggae); the tong forms are 
(generally more developed than was typical ofthe 
‘ine: andtaniiar Kingston riddins are given new 
slants, few of the tracks havea dry, austere fee 
‘that suggest rely basic mixing sessions, But 
‘the highights (including "Ful Dese Of Dub", "Heavy 
‘Duty Dub“ and "Dub With A Difference”) are some of 
the best old school dub ever mixed. The Instrumental 
colours resultin mses that are at times bright ana 
celebratory. or brooding and mysterious. These 
sessions have not been widely hailed, but they forma 
unique and important part of Tubby's eure 


Morwells productions 


Morwells Unlimited Meet King Tubby's 
Dut Me 

iowa Arena 3007, 3075 

Aside from a few scattere singles onthe Morwell 
80 label and afew songs on antrologies, not much 
ofthe Merwels ti output is currently aval 


(hen Bown Kg Tabby Tormineti 000 973-79 
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which makes this release particulary special. t 
Dein with the ethereal “Sy Ride”, whieh could be 
the ttle ofthe entire set the atmosphere is pastoral 
and atposphere, ath nists ef harmony Pestng 

Over a rootey rum and bass foundation. Thema 

is crudited to Tubby, but is also notable forthe 
Involvement of Pat Kelly an engineer whose work with 
Tubby has not yet been widely acknanladged. 


Tubby’s greatest sing, Many ofthe vocal versions. 
‘of these racks can be found an the 2005 compilation 
ty! Mostar, a deleted trio of compilations from 
“Greensleeves, and en albums by Welten Iria and 
Sfifora Walker. But the abiltyof Brown's vocalista 
Yard, and the most powerful versions are those 
contained on the Tubby-mied Termination Dub 


‘Other engineers at King Tubby’s 
Bertram Brown productions 
No discussion a! King Tubby would be complete 

‘sithout mention of hi apprentices and asa 
all of whom elaborated thair own visions at dub 
The sound and style ofeach engineer who mixed 

Tubty’'s was contingent on the types oF riddim 
prominent at he me, the then dominant group inthe 
Kingston studies, and the technical state ef Tubby's 
studi ital 


King Tubby & Soul Syndicate 
Freedom Sounds In Dub 

‘Beagrie S206 ias 

This powerful cobection of dub versions to racks 
by tho Greenwich Far producer Bervan Brown sts 
somewhere betmesn the propulsion of Bunny Leo's 
dancehallpragmatam and the dre rica! thames of 
Pablo and Jackson. Grevnnich Farms quaint name 
fora fishing lage, but one of West Kingston's 
‘ougheet areas and there a neinen charter 
tothertytrme on this Blood And Fire compilation, 
Most ares in minor keys with deep, broocing 
iadims provided by tre legendary Soul Syndicate. 
EariZero, Prince Allan aná Pig Frazer ae among. 
‘the fragmented voices that epiral in and out of 

these mixes, The as thick with both paranoia and 
rightecuaness as the singers chant of Od Testament 
Imagery as an allegory or modern ghetto realty 
Meanwhile, Tubby's mixos pack new power and 
greater clarity The basslines trob harder the delay- 
spattered cyobal crashes are mare vivid and chiling 
‘then ever, and at nest eels as the sea will ie o 
enguit Greenwich Farm tent 


Prince Philip Smart 


Tappa Zukie 

Topo Zukio In Dub 

Tommy MeCook & The Aggrovators 

King Tubby Meats The Aggrovaters At The Dub 

Station 

Prince Pip Smart left Jamaica in 2978, but not 

before he contributee several excellent works to 

the canon of dub recordings. Smart rea arrived as 

an engineer when be mixed Johnny Clarke's "None 

Shall Escape The Judgment”, he cong that launched 

‘along run of hte for the Johnny Clarke-Bunny Lee 
an. Toppo Zuhie In Dub, his dub set of Tapps Zube 

productions, has sumptuous roots textures, and the 

title track, an atnospreri excursion across Prince 

Alan'e“Botral" reale particulary striking. 

‘Smart's masterwork King Tubby Meets The 

Aggrovators At The Dub Station, an albu of dubbed- 

‘ut Tommy MeCook instrumentals icoy attributed 

‘sp Tubby, tutelsines by Smart. MeCook enorm 

charts and cramate arrangements provi 

pertect point of departure for Smart's thickly 
tured dub mixes; this majestic setis one of the 

‘nest old school dub suns, 


Glen Brown productions 


Glon Brown & King Tubby 

Termination Dub 1973-79 

BA o 0 1280.16 1973-19 

Like many lesser-known Kingston producers, the 
output of Gien Brown, who was alte an aczompliehee 
bass player. was self-financed and those constraints 
‘eat hat he produced only a small body of work, But 
his tracks feature bosutiul composed basslines 
‘hat provide perfect epringboards for sone of 
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Prince Jammy 


Horace Andy 
Im The Light/ln The Light Dub 

Sood And Fi 0 3908, 9 md 8870 

Horace Andy 

Good Vibes 1975-1979 

Boot An ee CD 3997, res mate 29108 

Hugh Mundell 

Africa Must Be Free By 1983 Dub 

Ron 004909, 7 2979 

Prince Jammy & Crucial Bunny 

Prince Jammy Vs Crucial Bunny: Dub Contest 

ura 300601879, 

Scientist & Prince Jammy 
Scientist And Jammy Strike Bock! 

ion 0107 me 1987 

Alter Philip Smart ft Tubby’ studio in 2976, 
Loyd "Prince Jani’ James (now known as King 
Jammy) became its asistant engineer, and he 
“stayed on longer. In general, Jamaica’ studios 
wore substamtal upgraded during this period, 
¿dueto the influx of money that resulted frm the 
Global popularity of Bob Marley and other musicians. 
Jammy's sound ls thus abt cleaner, given Tubby's 
Periodie upgrading of his studio. He doesn't lean as 
heavily on the filter effects as Tubby. and in generat 
his sound is leaner, more conce and more neve, 
Jammy also had different types o ríddima to work 
with. 8y the time he started mixing, reggae hac 
evolved more militant, strident sound defines by 
<drummar Sly Dunbar atthe Hoo-Kim brothers’ Channel 
One studio, Working with enginaer Emest Hoo-kim, 
Dunbar developed a detaled system of mikng the 


‘buried inthemix bringing the buoyant geometry of 
‘the reggae drum stylet ite, 

Jamey a dub of Horace Andy's Everton DaSına 
produced ln The Light sa high point o the fore 
= conciso and powerful dub which Jamey executed 
with almost supica precision, while sacrificng, 
‘none of the form's poetry Mis mixes of Horace Andy 
tures = both vocal tacks and cubs = are beautiful 
compiled on Good Vibes. is dub mixes of Hugh 
Mundel’'s Augustus Pablo-oroduced Arce Must Be 
Free By 2983 jxtapose wel wit King Tubby's mines ot 
‘many ofthe aame riddim. Noteworthy individ tracks 
include "Jammy's A Shine” (rom Dub Contest). 
version of Detoy Wison’s cover of Bob Marley's “The 
Sun s Shining” which Jammy considered the best dub 
he ever mixed Heals broke down Limal Thompson's 
little known Sl Man” into "Flash Gordon Meets 
ke Skywalker” (rom Scientist & Prince Jommy Strike 
‘Bock! in which the entire superstructure ofthe tune 
In fragmented tke scattered pieces of a josan, held 
together by Paba Mott's repeating bassine 

“There is no known footage of King Tubby, but there 
Isa great cp of Jamımy on the board at Tubty's 
{dubbing a Johnny Clarke track with Bunny Lee egging 
him on. Tis lip, which featured in Howard Johnson's 
‘early 80s Channel history of reggae series Deep 
Roots (nom avaiable on DVD), is as close as we're 
likely o get to seeing Tubby himself in action. t's 
amazing to watch how an enirly new sone universe 
‘was inag nad and crested in trat tiny former basroom 
space. Jammy would eventually leave Tubby to 
bulla his own home studio, but tat studio today e 
“large complex, with the re-crowned King Jammy 
Raving become one of the most important Jamaican 


rum kit that transformed it froma passive timekeeper producers ofthe last 25 years. 
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Overton ‘Scientist Brown 


Scientist 
‘Scientific Dub 
CO wee 3878-00 


let Regoue CO 199 
Waiting Soule 
Woiling 

An uptown Kingston youth who initially made his 
‘way to Tubby's studio to buy electronic parts. 
Overton “Scientist Brown was til a teenager when 
he began to mix dub. Scientific Dub is an excellent 
(and often overlooked) earl set produced by Bunny 
Lee (erroneously credited to Brad Osbourne), with 
Scientist working out his language over great tracks 
by Johony Clarke, Deiroy Wilson, Wayne Jarrett 

‘and Jackie Mittoo. These mixes stick fairly lono to 
the model establishe by Tubby, Smart and Jammy 
but Scientist really came of age when Roots Radics 
‘supplanted Sly & Robbie and company as the top 
Studio group, and Linval Thompson and Henry 

“Jurjo Lawes established themselves as produce 
As opposed tothe funky, syncopated rhythms of 
‘the roots era, Radies'riddims are stark, hard and 
‘botton-heavy, with syndrums.a jarring snare and 
hey kick: Scientist brought the atmospheric 
dimension with his sis transformation ofthis 

‘aw material He is best known for his series of 
cartoon-adorned dub albums on Greensleeves (most 
‘produced by Lawes) such as Scientist Rids The World 
Of The Curse OF The Evil Vampires, Scientist Wins 
The World Cup, Scientist Encounters Poc-Man and 


Sclantíst Meets The Space invaders; unfortunately, 
‘hese albums are currently out of print. The Linval 
Thompson-produced compilation Joh Joh Drecder 
Than Dread contains great mixes of vocal songs 
and dub versions, But the overlooknd gem of his 
‘uve la The Waling Souls’ 1980 album Haig. 
dreamy showcase sequencing vocal songs and their 
respective dub mixes (Trojan has reissued this set 
as Foce The Devil butt suffers from poor mastering, 
o acquire the original vinyl whenever possible). 
Eventually, Scientist moved to Channel One where 
he created more powerful dub nthe years before 
Jamaican music went digita 


King Tubby in the digital era 


Anthony "Red! Rose 


King Tubby 
Firehouse Revolution 
Prarsue Sounds CO 208. 


‘Wen Wayne Smith's “Under Me Slang Teng” was 
released in 1985, twas a shock to those who had 
¡grown accustomed tothe production values of 

foots reggae and te successor, early dancehall But 
producers were always looking for ways ta sconorise, 
anda pre-programmed reggae' patch ona simple 


‘Casio MT-40 keyboard heraide the new era. The song, 
night have remained a novelty it butt caught on 
‘ka wire and caused a total reorganisation ofthe 
Jamaican studio system. Studio groups were suddenly 
‘outmoded, and many of the major recording set-ups 
closed within months, tobe replaced by smaller 
ijt facilites. Just as fthad been atthe end of the 
19604, Jamaican dance music was suddenly stripped 
‘back down the its bare essentials. Gone were the 
reverberating paychedelic soundscapes ofthe dub 
ra; the new music was stark and fatter sounding, 
shaped by drum machines, syothesized basslines, 
Occasion keyboard harmonies and minimal reverb, 
But anew form of inventiveness was gradually 
asserting teen Jamaican dance music, one which 
‘would eventually define anew and equally vivió 
{esthetic forthe digital era 

‘Significantly, "Sieng Teng” energed from the studio 
‘of one of Tubty’s main assistants, Prince Jammy. 
Ang although Tubby had taught Jamay, he now had 
to adjust with the tines. He spent much ofthe early 
19808 supervising the construction ofa new, larger 
studio, which became known as Firehouse, so most 
of the music issued under his name in the meantine 
featured him as producer, wth younger engineers 
suchas Peego and Phantom operating the mixing 
board. But the digital mix on Anthony "Res" Rose's 
“Tempo” seems to bear Tubby’s touch, a 00d, 


peri the busing oa ne ti, 2988 


arresting example ofthe kind of sound he might have 
forged nad he lived futher into the digital era — he 
was murdered outside his home one night in February 
1980. The gurmen have never been brought to justice. 

Tubby’ digital productions have been 
overshadowed by his sarir innovations, but the best 
of them are collected on Pressure Sounds’ Firehouse 
Revolution compllation. Like most ofthe music of the 
period, the tracks are less soricaly comple than 
those of the root er, but close listening also reveals 
how they were gracually getting the terms for new 
forms to evolve, strongly based onthe sound system 

perience, with collaged shout-outs, pull-ups and 
Ssanpled sound effects abounding. By the time these 
tracks were aid own in thenid-80s, te era cf 
classic dub had passed, but they domonstrate how 
thoroughly its Innovations had been subsumed into 
the fabric of Jamaican music 

He may have died atthe dawn ofthe digital era, 
but King Tubby's reputation and influence have only 
Grown in the ensuing decades. His work bequeathed 
a new technologically determines dynamic and 
pragmatic experimenta sensibility o both Jamaican 
music and electronic dance music worldwide that more 
than 40 years on from that eureka moment in Duke 
Reid's studio remainin full eect. O Michel E Veal's 
Dub: Soundscapes And Shattered Songs ln Jomalcan 
Reggoeis published by Wesleyan Unversity Press 
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